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CHAPTER 	THREE : 	PORTRAITS 	
OF 	 SOCIETY 	AND 	SOCIAL 	
MASKS 	
	To	be	fully	engaged	in	a	social	milieu	can	require	acting	out	roles	that	capture	the	attention	of	others	or	convey	status.		The	socialised	self	can	act	as	a	veneer	of	the	personal	self	that	becomes	a	mask.		The	mask	then	becomes	inseparable	from	an	individual’s	perceived	identity	in	the	mind	of	others	around	truths,	untruths	and	social	ideals.			A	portrait	can	both	reveal	and	conceal	meanings	about	social	identity.		Richard	Brilliant	affirms	this	by	saying	“portraits	exist	at	the	interface	between	art	and	social	life	and	the	pressure	to	conform	to	social	norms	enters	into	their	composition	because	both	the	artist	and	subject	are	enmeshed	in	the	value	system	of	their	society”.180		Art	historian	Marcia	Pointon	views	“portraiture	as	a	tool	that	makes	possible	the	registering	of	identity	in	relation	to	the	social”.		Interestingly,	she	adds	“There	does	not	have	to	be	an	actual	portrait	to	make	this	possible”	as	she	is	“equally	concerned	with	how	powerful	the	very	idea	of	a	portrait	can	be”.	181		This	is	not	to	say	she	deflects	the	importance	of	mimesis	or	the	depiction	of	the	subject	in	portraits,	rather	she	looks	more	to	meanings	of	portraits	in	society	to	express	identity,	status,	character	and	so	forth.		Pointon	further	remarks	that	social	identity	can	be	expressed	through	symbolism	and	settings	in	the	portrait	alongside	‘authorised’	institutional	data	which	are	interpreted	by	the	viewer	to	compile	an	understanding	of	the	subject,	whether	real	or	illusory.		West	claims	such	external	signs—behaviour,	dress,	pose	and	symbols—have	been	remarkably	consistent	in	portraiture	throughout	history.		Portraiture	has	been	associated	with	wealth	and	status	since	antiquity.		
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CHAPTER 	FOUR: 	PORTRAITS 	
AS 	 ILLUS IONS 	OF 	REALITY 	
	Digital	imaging	as	a	pervasive	and	pertinent	medium	of	creativity	and	expression	is	bringing	about	contemporary	change	in	visual	culture.		How	artists	and	ordinary	people	use	and	adapt	new	technologies	has	become	a	key	driver	in	changing	how	we	view	portraiture	and	understand	verisimilitude.		An	illusion	or	fictional	image	may	be	desirable	because	it	can	overcome	imperfections	or	anxieties	about	the	semblance	of	truth	in	portraits.		That	is	not	to	say	that	artists	and	their	subjects	of	past	eras	did	not	create	illusions	in	painted	portraits,	as	outlined	in	the	historical	context	in	Chapter	One.		The	difference	today	is	that	artists,	photographers	and	ordinary	people	are	defying	the	conventions	of	portraiture	by	challenging	the	very	idea	of	originality	and	mimesis	with	digital	imaging	in	which	the	digitally	constructed	portrait	or	enhanced	photograph	becomes	the	reality.		I	reiterate,	the	value	of	the	digital	image	may	lie	less	in	its	authenticity	and	more	in	its	ability	to	obscure	reality.		Nevertheless,	digital	imaging	is	less	about	the	technology	and	more	about	the	way	in	which	artists	absorb	new	media	and	their	aesthetic	implications	that	gives	the	digital	medium	its	presence	in	contemporary	portraiture.		It	is	unsurprising	then	that	journeys	into	hyperreality	are	now	commonplace	in	portraiture.		The	heightened	sense	of	realism	in	hyperreal	imagery	challenges	historical	notions	of	truth	and	likeness	with	falsehoods	that	create	visual	and	conceptual	uncertainty,	and	with	this	comes	the	inability	of	the	conscious	and	unconscious	mind	to	distinguish	reality	from	a	simulacrum.		Michael	Desmond	makes	an	important	point	by	stating	that	“humans	are	hardwired	to	respond	to	faces	and	emotions	and	the	increasing	reliance	on	electronic	communications	means	that	we	are	increasingly	prepared	to	accept	the	symbol	or	the	simulation,	as	well	as	the	real	thing”.219		In	the	same	spirit,	Max	Kozloff	when	considering	the	
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256 Her portrait of friend and fellow artist Micky Allan won the Portia Geach Memorial Award 
for portraits by women artists in 2005.  Rae won the Award again in 2008 with her self-portrait 
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CHAPTER 	F IVE : 	PORTRAITS 	
OF 	THE 	SELF 	AS 	METAPHORS 	
AND 	MASQUERADES 	
	For	the	artist,	the	self-portrait	can	be	a	catalyst	for	subjective	fantasy	or	an	honest	appraisal	of	the	self,	as	a	defining	expression	of	selfhood.		The	artist	may	desire	to	create	a	truthful	likeness	or	render	a	fictional	image	as	an	ideal	presence	of	their	physical,	emotional	or	spiritual	self.		It	can	be	argued	that	the	self-portrait	is	a	ready	form	of	self-expression,	promotion	and	indeed	deception.			In	this	context,	self-portraits	may	have	the	allure	of	a	private	diary,	an	autobiographical	narrative	that	gives	the	viewer	an	‘imagined’	insight	into	the	artist	self	but	how	much	of	the	self	is	the	artist	really	willing	to	bare	to	the	viewer?		Is	the	artist	motivated	by	a	sense	of	artistic	worth	to	create	a	self-image	worthy	of	their	social	status	and	professional	standing	in	the	contemporary	art	world?		Is	the	self-portrait	a	means	of	social	commentary?		These	are	some	of	the	questions	I	consider	in	exploring	how	artists	make	meaning	of	self-hood	and	gender	difference	in	contemporary	self-portraits.		The	role	that	self-exploration	and	self-realisation	plays	in	the	complex	relationship	between	how	artists	see	themselves	and	how	they	represent	themselves	in	a	self-portrait	is	explained	by	Ernst	Rebel,	“Self-portraits	are	testimonials	in	which	the	artist’s	ego	as	his	own	model	and	motif	at	the	same	time	relates	to	other	people.		Artists	depict	themselves	as	they	want	to	be	seen	by	others,	but	also	as	they	want	to	distinguish	themselves	from	them”.268		This	highlights	that	the	self-portrait	is	fashioned	by	the	artist	in	the	act	of	portrayal,	as	both	creator	and	subject.		In	doing	so,	self-portraits	operate	differently	from	
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298 Barton won the Archibald Prize again in 2013 for her portrait Hugo (2013) of actor Hugo 
Weaving in her trademark style cementing her status as one of Australia’s major contemporary 
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CHAPTER 	S IX : 	 SELF IES 	AND 	
SOCIAL 	CONNECTEDNESS 	 	
	Greater	connectivity	since	the	1990s	has	dramatically	changed	the	media	landscape	and	society’s	response	to	the	information	technology	revolution	fostering	new	forms	of	social	engagement.		No	longer	passive	responders	to	the	dominant	ideology	of	popular	culture	communicated	through	mass	media	in	the	twentieth	century,	ordinary	people	have	become	active	users	of	social	media	and	the	internet.		At	the	same	time,	artists	have	adapted	to	new	technologies	as	modern	media	of	creativity	and	communication	changing	how	we	view	portraiture.			In	this	chapter,	I	consider	the	influence	of	digital	technology	and	social	connectedness	on	portraiture	today.		In	doing	so,	I	shift	the	focus	in	part	from	the	artist’s	engagement	to	examine	more	fully	the	effects	of	the	digital	revolution	on	popular	culture,	in	particular	the	rise	of	the	‘this	is	me’	photographic	portrait—the	selfie.		It	has	a	different	meaning	to	that	of	a	traditional	self-portrait	in	which	the	image	is	admired	for	its	likeness	of	the	subject	and	artistic	merit.		The	selfie	is	more	about	the	desire	to	take	portraits	of	oneself	and	be	looked	at	or	admired	by	others	in	a	culture	of	social	connectedness.		This	connectivity	is	implicit	in	the	desire	to	link	up	to	social	media	and	link	in	to	internet	sites	online	in	the	networked-digital	age.		I	argue	the	desire	for	social	connectedness	and	the	need	to	take	selfies	is	redefining	portraiture.		I	do	not	contend	that	the	selfie	is	the	only	face	of	portraiture	in	the	twenty-first	century	despite	its	pervasiveness.		Digital	photographs,	however,	form	a	significant	part	of	this	connectivity.		Anne	Marsh	remarks,	“The	digital	age	ushers	in	new	zones	of	contact	and	connection	between	people,	making	photography	even	more	central	to	our	lives	…	and	the	vehicle	for	constructing	private	and	public	memories”.319			
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APPENDIX 	ELEVEN 	 	
	
ANNE	ZAHALKA	
Artist	Anne	Zahalka	in	conversation	with	Penelope	Royston	on	9	October	2017.	PR:	I	am	particularly	interested	in	how	you	explore	cultural	stereotypes	and	myths	about	our	national	identity,	as	well	as	appropriate	past	images,	deconstruct	and	represent	them	with	new	meanings.		Can	you	talk	about	the	influences	and	inspirations	for	your	work?		What	process	do	you	use	to	create	your	photographs?		AZ:	I	guess	exploring	Australian	identity	and	looking	at	the	mythology	and	the	stereotypes	that	have	been	produced	has	come	really	from	how	the	early	Australian	impressionists	carved	out	a	sort	of	new	landscape	for	Australia	that	differed	to	that	of	England.		At	the	same	time,	the	style	painting	had	come	from	a	knowledge	of	European	painting	tradition,	so	artists	applied	that	to	an	Australian	landscape.		And	within	that,	there	were	the	figures	of	the	heroic	pioneers,	bushmen	and	new	settlers,	and	so	on.		I	felt	that	those	figures	were	important	because	they	were	from	a	particular	time.		They	were	very	staged	works	and	not	based	on	observations	of	real	life	but	at	the	same	time	there	were	great	observations	about	how	the	landscape	appeared	to	them.		So	one	of	my	early	works	(1985)	I	made	was	combining	a	kind	of	European	romantic	painting	figure—Caspar	David	Friedrich’s	‘The	Wanderer’	overlooking	the	landscape	I	think	by	Conrad	Martens	of	the	Blue	Mountains.		I	used	that	key	image	as	a	way	to	lead	us	into	thinking	about	how	the	landscape	was	seen	through	a	kind	of	European	vision	but	at	the	same	time	trying	to	replace	those	figures	and	imagery	that	were	in	the	original	paintings	with	my	own.	One	of	them	is	about	my	family	called	The	Immigrant	based	on	The	Pioneer	by	Frederick	McCubbin.		I	replaced	McCubbin’s	figures	with	my	own	family	telling	
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the	story	of	their	settlement	here,	the	business	that	my	father	set	up	a	panel	beating	shop—that’s	me	in	the	pram	there.		And	then	there	is	the	family	grave	with	the	name	Zahalkova	(Zahalka	now)	and	rather	than	a	view	of	Melbourne,	you	see	a	view	of	Sydney.		It	was	made	after	my	father	died.		PR:	In	the	original	it’s	the	man	standing	beside	the	grave	because	it’s	a	woman	who	has	died.	AZ:	That’s	right.	These	are	my	really	earliest	works	from	1983	to	about	1985.		So	that’s	the	second	version	which	is	called	The	Immigrants	2.		These	were	photos	from	family	albums,	I	hand-coloured	them	and	then	I	printed	them,	cut	them	out,	pasted	them	down,	it	was	in	the	old	sort	of	way	of	working,	photo	montage,	I	retouched	areas	and	then	rephotographed	them	with	5	x	4	film	and	printed	them	again.		That	process	is	quite	different	from	today.		I	work	now	often	in	Photoshop	but	being	able	to	use	the	same	kind	of	tools	to	recreate	and	image	but	digitally.	The	other	influences	on	this	work	was	the	cultural	theories	by	Ross	Gibson	and	Megan	Morris	who	were	talking	about	the	influence	of	cinematography	on	the	way	we	perceive	the	Australian	landscape,	the	film	Mad	Max	and	the	like.		Ross’	essay,	I	can’t	remember	what	it	was	called	now,	but	it	really	informed	my	thinking	about	how	and	what	the	kind	of	images	I	was	making.	I	guess,	in	terms	of	other	stereotypes,	I	look	at	the	participation	of	women	in	society.		In	my	1985	adaptation	of	The	Breakaway	by	Arthur	Stretton,	I	just	changed	the	figure	from	a	male	rider	to	a	female	by	painting	a	plait	on	the	figure	in	a	reproduction	and	then	re-photograph	it.		Also	I	looked	at	the	way	Indigenous	people	are	objectified	and	co-modified	through	the	eyes	of	a	tourist.		Here	is	an	Australian	scene	of	a	man	‘Down	on	his	Luck	‘by	McCubbin	where	I	placed	contemporary	images	of	people	barbecuing	and	playing	ball	as	a	kind	of	play	between	the	stereotype	of	the	Marlborough	Man	advertisement,	and	a	scene	of	the	encroaching	city	behind.		The	series	of	‘The	Landscape	Revisited’	explored	the	imagery	of	celebrated	Australian	paintings	and	recreated	them	with	less	
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romantic	ideals	of	the	bush.		I	recently	showed	these	early	works	with	a	new	series	of	works	based	on	the	same	Australian	paintings.		The	2017	series	shows:	a	man	reading	a	newspaper	in	the	landscape,	an	outlaw	Ned	Kelly	but	it’s	of	a	woman	wearing	a	burkini	sitting	backwards	on	a	horse	holding	what	is	thought	to	be	a	gun,	and	much	more.				Also	in	an	installation,	like	a	kind	of	nineteenth	century	museum	with	vitrines	that	held	objects,	I	referenced	these	original	paintings	with	images	on	ceramic	plates	to	show	how	these	familiar	images	have	been	commercialised,	co-modified	and	really	embedded	in	our	thinking	and	national	identity.	There	are	other	paintings	that	I	often	find	myself	returning	to	around	Sydney,	I	think	about	how	I	might	be	able	to	create	narratives	about	contemporary	figures.		I	like	to	work	with	familiar	images	that	people	immediately	know	and	then	somehow	twist	them	to	get	people	to	question	what	they’re	thinking	and	represent	them	with	a	new	meaning.		So	I	appropriate	familiar	images	from	the	past	and	reconstruct	them	to	tell	another	part	of	the	story.		I	guess	that’s	where	the	early	work	began.			I	had	a	residency	quite	early	on,	in	Berlin	in	1986	so	this	work	here	was	made	around	that	time.		The	body	of	work	is	called	Resemblance	based	on	seventeenth	century	genre	painting	by	old	Dutch	masters.		I	was	interested	in	those	paintings	as	a	record	of	the	past	before	photography	which	was	done	in	a	really	descriptive	way.		They	used	objects,	maps	and	texts	and	books	to	create	a	narrative.		So	I	position	people	and	objects	in	my	images	resembling	the	formal	aesthetic	conventions	of	these	paintings	to	tell	my	own	story.		I	did	a	second	one	called	
Resemblance	2,	here	is	The	Cleaner,	The	Reader,	The	Cook—The	Cook	was	a	poster	boy	for	the	Australian	Photography	of	the	1980s	which	was	a	big	exhibition	in	Canberra.		Again,	I’m	doing	it	through	this	lens	of	the	old	Dutch	Northern	European	painting	but	in	Australian	interiors.		At	the	time,	I	was	very	cognisant	of	postmodern	discourse	and	theory	about	appropriation.		They	were	the	first	kind	of	real	portraits	I’d	ever	done	and	I	found	that	I	was	really	comfortable	with	staging	them	in	a	kind	of	very	artificial	way.		The	idea	of	
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looking	at	somebody	and	thinking	about	what	other	things	inform	us	about	them	in	the	picture,	the	contrivance	and	artificiality	of	all	that.	But	then	there	were	these	really	lovely	things	about	using	element	or	devices	like	the	drapes	from	the	original	paintings	which	is	pulled	across	allowing	the	viewer	to	have	a	view—I	liked	that	idea	of	including	the	view	in	that	way.	And	then,	I	always	place	something	that	was	a	bit	out	of	sync,	while	it	looks	like	a	period	painting	or	period	photograph—everybody	calls	these	paintings	and	I’m	almost	doing	it—but	then	there’s	this	modern	element.		In	this	work	(?)	she’s	got	a	Walkman	which	is	pretty	old	fashioned	now,	a	Sony	Walkman,	remember	those?	In	this	one	it’s	not	very	visible,	it’s	an	electrical	kettle	which	actually	was	steaming	at	the	time	but	because	it	was	white	you	don’t	really	see	that.		I	did	a	number	of	others,	this	one	is	loosely	based	on	The	Ambassadors	which	is	by	Holbein.		This	one	is	based	on	Vermeer’s	The	Art	of	Painting.		In	the	titles	of	later	works,	I	felt	it	important	to	include	who	they	were	so	I	introduced	brackets	and	then	their	name	and	their	occupation.	PR:	I	am	familiar	with	both	Van	Eyck’s	work	The	Marriage	and	your	representation	as	The	Marriage	of	Convenience	can	you	explain	the	imagery	in	your	photograph.		What	is	he	holding	in	his	hand?		AZ:	That’s	an	umbrella,	it’s	a	sign	of	his	Britishness.		There	are	two	passports	on	the	table.		In	a	larger	work	you	see	can	them	but	it’s	pretty	impossible	here	unless	you're	familiar	with	those	passports	to	know	that	he’s	English	and	she’s	American.		The	marriage	of	convenience	gives	her	the	possibility	of	working	in	the	E.U.		So	again,	it’s	kind	of	reinforcing	this	idea	of	this	set	like	space	where	everything	is	arranged	and	organised,	and	everything	has	a	meaning.		Here	I	am	reflected	in	the	mirror	on	the	back	wall	with	the	word	‘Vernunftehe’	above	it	which	is	a	German	word	that	means	marriage	of	convenience.		My	reflection	is	here	with	the	studio-filled	light	and	the	window	light.		The	little	Rodin	sculpture	of	the	The	Thinker	is	the	idea	of	the	artist	practice	as	thoughtful	and	measured,	and	also	balanced	with	the	scales.		The	books	are	a	reference	to	his	practice	but	also	as	a	sign	of	their	possible	deportation	if	she	didn’t	marry	him.		So	they	were	being	expelled,	like	Adam	and	Eve,	expelled	not	from	the	Garden	of	Eden	but	the	
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Zoologischer	Garten	which	is	the	Berlin	Zoo.	And	then	there	are	keys,	drapes	and	a	rug.		I	like	to	play	with	symbols	and	I	was	just	trying	to	develop	a	visual	language.		I	didn’t	have	that	same	knowledge	or	understanding	of	the	original	so	I	wanted	to	develop	my	own	sets	of	symbols	that	the	key	could	be	a	key	to	interpretation	of	the	image.		As	in	the	original	painting,	the	dog	represents	fidelity	and	faithfulness	in	mime	too,	this	one	is	a	German	Shepherd	that	is	a	reference	to	the	German	location.			I	photographed	Graham	and	Jane	again	some	years	later	in	their	apartment	in	a	place	in	London	which	was	quite	a	small	space	but	has	some	of	the	same	things	
The	Thinker,	books,	here	is	my	reflection	again,	also	while	he’s	standing,	she’s	now	sitting	on	the	bed.			After	the	residency	in	Berlin,	I	returned	to	Australia	and	began	to	apply	the	same	kind	of	compositions	convention	to	real	interiors	and	not	working	with	artificial	interiors.		I	still	used	symbols—drapes	and	other	objects	but	instead	of	European	symbols	I	used	Australian	visual	references	to	see	if	the	‘Europeanness’	still	shows	through	these	images,	even	in	contemporary	Australian	context	which	I	think	it	does	very	much.	In	these	interiors,	I	replaced	the	traditions	figures	with	people	from	different	backgrounds	in	the	present.		I	was	trying	to	play	a	game	with	traditions	and	conventions	but	within	a	contemporary	context.		That’s	what	I	love	about	photography	because	of	its	ability	to	just	record	all	that	information.	These	are	two	self-portraits	of	me	sitting	at	a	table	at	home	reflected	in	the	mirror	and	surrounded	by	old	postcards,	a	fruit	bowl,	again	there	are	references	to	the	Australian	landscape	with	two	Namatjira	paintings	reproductions	on	the	wall	behind	me.		And	there’s	my	collection	of	postcards	which	I	portrayed	myself	as	a	collector	in	another	series	of	works.			Here,	I	did	this	series	called	Open	House	(1995)	about	photographing	people	in	their	domestic	interiors	but	this	time	presented	in	large	light	boxes	transparencies	to	expose	the	private	interiors	of	peoples’	lives.		I’d	actually	used	the	light	boxes	before	for	a	very	different	series	called	Fortress	and	Frontiers	which	were	of	urban	landscapes	with	figures	staged	in	them.		Here,	I	used	a	
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modern	day	devices—objects,	drapes	and	still	life—in	a	similar	way	as	artists	of	the	seventeenth	century	did	to	contrive	the	spaces.		I	examine	the	relationships	and	living	situations	of	the	occupants	through	small	rituals	of	daily	life	frozen	in	time.		Drawn	from	the	language	of	documentary	photography	and	TV	sitcoms,	I	parody	these	domestic	situations	with	changing	gender	roles—he’s	at	the	sewing	machine	and	she’s	watching	TV	with	her	feet	up	(Wednesday,	8.40	pm	1995);	two	men	in	suits	eating	breakfast	(Monday,	8.05	am	1997).		And	this	(?)	was	really	a	wonderful	interior	which	I	chose	because	of	its	black	and	white	tiles	but	you	look	out	to	this	quiet	suburban	scene	behind.		And	the	door	acts	as	a	drape	slightly	open	to	let	you	look	inside.		I	titled	them	with	the	day	of	the	week,	the	time	they	were	made	and	then	the	date.		It’s	trying	to	play	on	the	idea	of	a	documentary	image	that	it	records	somebody	at	a	particular	time	doing,	everyday	things	in	domestic	situations,	and	so	on.	At	first	in	these	interiors	I	wanted	really	dramatic	moments	of	lust,	anger	and	drama	but	the	actors	felt	uncomfortable	because	it	would	be	seen	in	public	and	could	be	misconstrued.		And	so,	I	became	less	interested	in	drama	and	more	interested	in	the	very	non-moments	as	they’re	lost	in	their	own	thoughts.		I	ended	up	constructing	a	story	or	a	narrative	around	what	might	be	happening	and	how	people	are	defined	by	their	surroundings.		I	found	that	more	interesting	and	I’m	quite	proud	of	that	series.	PR:	I	would	like	to	know	more	about	the	‘Bondi:	Playground	of	the	Pacific’	series,	and	the	later	works.			AZ:	I	think	they’re	probably	pretty	self-explanatory	but	they	did	come	out	of	a	residency	from	which	I	immersed	myself	in	Bondi	culture	in	1988-89.		I	worked	at	the	back	of	the	Pavilion	and	decided	to	capture	something	of	the	history	of	Bondi	in	artificial	scenes.		Obviously,	Charles	Meere’s	painting	was	the	impetus	to	question	the	very	idea	of	this	Anglo-centric	kind	of	culture	from	the	forties	and	how	that	had	obviously	changed.		I	paint	a	backdrop	which	enabled	the	viewer	to	immediately	see	this	was	a	set-up.		But	at	the	same	time	I	invited	real	people	from	Bondi—surfers,	lifesavers,	families,	council	workers	to	participate.		It	was	the	eighties	and	it	still	had	beach	inspectors!		Less	British	and	more	
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European	with	Italians,	Greeks	and	also	Japanese.		I	ended	up	just	inviting	different	groups	of	people	and	trying	to	give	a	sense	of	the	diversity	of	Bondi	and	the	different	communities	that	lived	there.		The	backdrop	was	like	an	old	19th	century	photographic	studio	trope,	I	liked	that	play.		I	revisited	it	in	2013	and	called	it	The	New	Bathers.		I	did	it	in	response	to	a	request	to	participate	in	a	documentary	about	Australian	art	called	The	Art	of	Australia	by	Edmund	Capon.		I	didn’t	want	to	do	the	same,	I	wanted	to	reinterpret	the	image	and	update	it.		I	worked	with	another	backdrop	that	had	been	produced	for	an	outdoor	event	down	at	Bondi	where	we	had	people	coming	and	standing	in	front	of	it	and	being	photographed	as	part	of	the	festival.		We	then	placed	it	back	into	the	same	pavilion	space	as	before	and	invited	new	people	to	occupy	that	space—there	is	a	woman	wearing	a	burkini,	a	black	burkini.		I	combined	both	Meere’s	painting	and	a	painting	of	an	artist	who	he	worked	closely	with	him	called	Freda	Robertshaw.		Hers	is	a	much	more	sympathetic	reading	of	people	at	the	beach	at	the	time	than	his	is,	I	think.	Nancy	Kilgour	was	also	painting	around	the	same	time.		This	is	part	of	a	series	of	photographs	of	Manly	taken	in	2015,	again	lots	of	photographs	of	families,	lifesavers,	surfers,	etc.		They	posed	against	a	backdrop	created	from	an	original	painting	from	the	Manly	Art	Gallery	collection	by	Nancy	Kilgour	c	1930s.		She	based	her	composite	on	the	famous	Georges	Seurat	painting	A	Sunday	on	the	
Island	of	La	Grande	Jatte.		Here	is	my	work	Untitled,	Figures	on	Manly	Beach	(after	
Nancy	Kilgour).		If	you	look	at	it,	it	has	exactly	the	same	figures	but	I	reinterpreting	her	work	by	cutting	out	her	figures	and	replaced	them	with	some	people	from	my	other	works.		And	actually	what’s	nice	is	that	she’s	from	the	original	photograph	of	my	first	Bathers	but	she’s	not	in	the	second	New	Bathers	but	that’s	her	here	in	this	one	of	Manly.	And	that’s	him	there	and	he	appears	in	both	Bathers.		Peter	hasn’t	changed	much,	he’s	the	main	guy.		And	then	this	is	my	daughter	and	her	boyfriend.		This	woman	is	in	this	one	here	and	that’s	her	child	grown	up	a	little	bit.		So	it	was	really	nice	to	step	back	from	the	past	and	look	at	these	people	again	fifteen	to	twenty	years	on.	
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PR:	Is	there	anything	particular	you	wanted	to	say	about	the	photos	of	employees	at	Parliament	House?	AZ:	My	approach	was	just	a	look	behind	the	scenes	at	Parliament	House.		In	a	way	it	was	up	to	me	to	determine	how	I	wanted	to	interpret	it.		and	I	thought	we	see	so	many	images	of	politicians	and	public	spaces	in	the	assembly	and	so	I	decided	to	focus	on	the	employees—it	employs	a	massive	number	of	people	hidden	behind	incredibly	interesting	areas	and	spaces.		I	had	a	tour	and	looked	through	the	building.		I	did	some	panoramas	and	then	some	individual	shots.		This	is	the	Rock	store,	incredible	its	cut	out	of	rock	that	sits	within	underground	of	the	building.		This	is	where	they	keep	all	their	stuff.		PR:		Your	latest	project	is	the	Citizens	of	the	World.			AZ:	It’s	something	that	I’ve	been	working	on	for	some	time	and	it	will	form	an	exhibition	at	the	Museum	of	Sydney	in	October	next	year.		We	did	a	callout	across	the	country	for	photos	and	exhibition	space.		I	have	an	assistant	that	works	with	me	one	day	a	week	and	she’s	been	really	good	at	putting	together	all	the	images	that	have	come	in,	indexing	and	attaching	all	the	information.	The	project	about	using	old	street	photos	came	about	because	of	an	image	of	my	mother	in	Prague	before	she	came	to	Australia,	before	she	and	my	father	fled	communism.		I	just	thought,	isn’t	this	amazing	to	see	this	image	that	captures	her	at	a	particular	time	in	this	city	that	she’s	has	never	returned	to.		It	wasn’t	where	she	was	from	but	where	they	moved	to	after	the	War.		And	here	she	is	with	a	friend	and	they’re	looking	so	innocence,	even	though	she’s	lost	her	mother	during	the	war	and	she’s	a	new	bride.		I	like	the	way	it	captures	a	little	bit	of	the	architecture,	people	in	the	street	and	their	body	language.	Initially,	I	wanted	to	see	if	I	could	do	the	same	using	locations	in	Australia	to	capture	people	in	the	streets	and	see	what	it	might	say	about	who	we	are	now.		I’m	not	the	kind	of	photographer	to	work	in	that	way,	so	I	hired	people	just	as	these	past	studios	hired	photographers	to	go	out	and	take	photos.		In	the	past	before	people	had	cameras	photographers	worked	in	different	locations	around	the	city—there	were	10,000	photos	sold	every	week—so	there’s	this	absolutely	
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immense	archive	that’s	sitting	in	family	albums	and	public	collections	all	around	the	country	and,	as	it	turns	out,	all	around	the	world.	Lots	of	people	who’ve	migrated	here	have	pictures	of	their	parents	from	whatever	country	they’ve	come	from.		I	am	building	a	series	with	some	contemporary	readings	of	them.		I	am	looking	at	what	they	are	holding,	the	fashions	the	shops	and	so	on.		I	like	the	idea	of	how	new	migrants	are	depicted.		Then	there	are	the	stories	behind	these	photos—who	these	people,	here	is	a	man	wearing	riding	boots,	is	he	from	the	country	and	he	came	into	the	city	that	day?	Of	course	there	are	famous	people—here	is	Grace	Cossington	Smith.		You	can	just	organise	people	into	all	sorts	of	different	categories.	And	there’s	quite	identifiable	locations—that’s	Customs	House,	you	can	see	the	Harbour	Bridge.		This	was	the	old	Taronga	Zoo	ferry.		PR:	You	said	you	want	to	have	exhibitions	in	each	of	the	States.		AZ:	Yes,	and	work	in	some	of	the	regional	areas	as	well	because	they	sent	photographers	out	there.	However,	I	am	more	interested	now	in	archives.			PR:		Why	did	you	become	a	photographer?	What	influenced	you?		AZ:	I	wanted	to	be	an	artist	after	reading	a	book	by	Kurt	Schwitters	on	the	Dadaists	and	thought	they	sounded	so	exciting	and	they	lived	these	really	interesting	lives	doing	performance,	poetry,	collage	and	really	engaged.		I	was	just	reading	it	for	my	High	School	Certificate.		I	wasn’t	really	that	gifted	in	drawing	so	I	ended	up	doing	painting.		I	almost	enrolled	in	an	arts	degree	but	I	was	told	it	was	too	popular	a	course.		I	thought	about	deferring	but	then	decided	to	put	in	a	late	application	to	study	art,	do	an	art	certificate	course	and	there	I	was	introduced	to	photography	and	print	making	and	a	whole	range	of	media.	In	the	second	year	at	East	Sydney	Tech	I	studied	with	people	like	Cressida	Campbell.		And	then	I	applied	to	Sydney	College	and	did	an	undergraduate	degree	and	there	was	no	turning	back.		I	ended	up	majoring	in	photography	and	then	later	went	back	to	the	College	of	Fine	Arts	and	did	a	Masters.		There	I	was	introduced	to	digital	imaging	and	was	hooked,	I	love	manipulating	images.					
